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Lisa Goldenberg Stoppato 


amy 
UNY A 
RENEE sil 1 abe 


Giusto Suttermans was “rediscovered” in 1983, with a small exhibition Marco Chiarini and a 
group of collaborators dedicated to him in the “Sala delle Nicchie” of the Galleria Palatina. 
The event was held to celebrate the purchase, on the part of the Florentine galleries, of one of 
the three sketches for the enormous painting with The Pledge of Allegiance of the Florentine 
Senate to Ferdinando 1 de’Medici, executed by Suttermans and placed, in 1626, in the “Sala 
delle Nicchie” in the cambered space above the main door. 

The lunette was not displayed, since it was in a poor state of preservation due to the many 
decades it had passed in the storage rooms of the Florentine galleries. Along with the sketch 
purchased from a private collection, forty paintings by Suttermans, enriched with a nucleus of 
his drawings, were also showcased. An “appendix”, in the catalogue, rounded off this Flemish 
painter’s Florentine ceuvre, thereby giving a rather precise idea of the impressive consistency of 
his work for the Medici court. 

Since then, Suttermans’ personality was outlined in a thorough profile by Lisa Goldenberg 
Stoppato in the catalogue of the noteworthy 1986 exhibition on seventeenth-century Florentine 
art. The Pledge of Allegiance, which arrived at the Uffizi in 1733 and was placed by Lanzi, in 
1782, in the “Sala della Niobe”, returned here in 2002 after a rather difficult restoration. 
Before arriving at the Uffizi, at the end of the seventeenth century that painting, exceptional for 
its importance and size, was moved by Cosimo 1 to the second floor of his palace, in the room 
that had once been the Hearing Hall of Cardinal Leopoldo, who had died a few years earlier. It 
was precisely here that Cosimo wished to pay special tribute to his court painter, dedicating an 
exhibition, with forty works, to him. 

This initiative, so ahead of its time and so modern, has today been re-proposed in the “Sala 
Bianca” of Palazzo Pitti, which greatly resembles the seventeenth-century, second-floor hall that 
no longer exists, thanks to one of its former collaborators, Lisa Goldenberg Stoppato. She began 
studying Suttermans for her thesis and who contributed on this specific topic in the catalogue for 
the 2004 exhibition on Cosimo urs trip to Santiago de Compostela. 

And so, in line with the tradition of the exhibitions at Pitti aimed at enhancing and spreading 
awareness and understanding of the palace’s artists and treasures, the circle that was opened in 
1983 regarding the figure of Giusto Suttermans comes to a close by re-proposing the exhibition 
of his paintings Grand Duke Cosimo 11 once dedicated to him. 


Serena Padovani 
Director of the Galleria Palatina 


Lisa Goldenberg Stoppato is a scholar specialized in the history and iconography 
of the Medici family. Giusto Suttermans was, during the seventeenth century, the of- 
ficial portraitist of the Grand Dukes. He was held in such esteem that Grand Duke 
Cosimo 11, in 1678, had an exhibition, consisting in about forty works, dedicated to 
him; this event was held, at the time, in a room on the second floor of Palazzo Pitti. 
Lisa Goldenberg Stoppato and the Director of the Galleria Palatina, Serena Pado- 
vani, re-propose, today, the exhibition that took place back then. But not in the loca- 
tion where it was originally held (as it no longer exists due to the various structural 
modifications carried out over the years), but in the Sala Bianca, the only space that 
can offer, at the same time, the ease of convenient public use and a regal, courtly set- 
ting. I shall not discuss here the style of a painter who knew how to give an image to 
the faces of the Medici “Ancien Régime” in complete compliance with the symbolic 
value of the age. This will be done by the editor of the catalogue, with her expertise 
and effectiveness, in the pages that follow. 

As the Superintendent of Florentine museums, I am interested in emphasising some- 
thing that is as simple as it is important. The Italian Ministry of “Beni Culturali” 
employs the greatest talents, fosters research on an international level and guar- 
antees this city “great” prestige and image as no one else (not even Universities 
or publishing houses) is still capable of doing. We do not limit ourselves to keep- 
ing museums open and to “working”, every year, nearly 5 million visitors, but we 
organize some of the most beautiful art exhibitions currently underway in Europe 
(Giambologna at the Bargello, Lorenzo Monaco at the Accademia, the Manifat- 
tura Siriés at Pitti), are responsible for impressive publications and encourage and 
finance specialized studies of absolute excellence, such as the one entrusted to the 
catalogue that this brief introduction presents. 

All this is possible thanks to the professionalism and admirable dedication of the 
technical-scientific personnel working at our Superintendence. My staff and I sin- 
cerely wish to thank our friends and colleagues at Pitti (and more specifically, in 
this case, Serena Padovani, Stefano Casciu, Fausta Navarro, Rosanna Morozzi 
and Mauro Linari). 


Antonio Paolucci 
Soprintendente per il Polo Museale Fiorentino 


Cosimo m de’ Medici and the 1678 exhibition in honor of 


Giusto Suttermans 


The first task awaiting the curator of a monographic exhibition 
is normally the careful choice of the works that best represent 
the artist’s qualities. In this sense the exhibition that we are pre- 
senting is an exception to the rule. It is a faithful reconstruction 
of an exhibition which was organized more than three hundred 
years ago, in 1678, by Grand Duke Cosimo m de’ Medici to 
honor his portraitist Giusto Suttermans (as he signed his name). 
For this reason the curator of this exhibition is obliged to respect 
the choices made more than three centuries ago. He is thus free 
from all responsibility for the choice of the paintings, except for 
the portrait of Cosimo 1m painted by Suttermans in 1658 (cat. 
no. 1) and the painter’s Self-portrait (cat. no. 2), which have 
been added in order to present the protagonists of the exhibi- 
tion to today’s public. The curator’s primary task is in this case 
a rather different and, perhaps, far more difficult one. He must 
attempt to draw a clear profile of the artist, comprehensible 
to the modern eye, through the filter of the personal tastes of 
the curator who organized the exhibition for the grand duke in 
1678. Since the original curator was the eminent art historian 
Filippo Baldinucci and a significant number of the paintings he 
chose are still in Florence today, we believe that the undertak- 
ing is well worth the effort, especially because monographic 
exhibitions were quite rare in the 17" century. The exhibition 
has been recreated in Palazzo Pitti, the same building where 
it was organized in 1678, though not in the same room, which 
belonged to the apartment of Cardinal Leopoldo de’ Medici on 
the second floor and has been irreparably altered in the mean- 
time. Fortunately, the ‘Sala Bianca’ provides an analogous and 
entirely appropriate backdrop for the exhibition. 

Grand Duke Cosimo m was born in Florence on 14 August 
1642. Though he was the third of four children born to Grand 
Duke Ferdinando 1n de’ Medici (1610-1670) and his wife 
Vittoria della Rovere (1622-1694), Cosimo was the first to 
survive early childhood.’ Thus, unlike the previous Medici 
grand dukes who grew up in the company of a great number 
of brothers and sisters (his grandfather Cosimo u had eight 
siblings and his father Ferdinando seven), Cosimo i had a 
lonely childhood, since his younger brother Francesco Maria 
(1660-1710) was born eighteen years after him and raised 
with his children. Cosimo probably felt even more lonely 
when he succeeded his father on the grand ducal throne in 
May 1670, especially after 1675 when the last of his uncles 
Cardinal Leopoldo (1617—1675) died and his estranged wife 
Marguerite Louise d’Orléans (1645—1721) returned to France. 
He found himself alone with a grand duchy to rule and an 
immense patrimony of works of art collected by several gen- 
erations of Medici patrons. He had in fact inherited not only 
the patrimony of the grand dukes of Tuscany, but also the 
collections of his uncle Leopoldo, a renowned connoisseur, 
and of his great-uncle Cardinal Carlo de’ Medici who had 
died in 1666, a refined collector in his own right.? The exhibi- 
tion in honor of Giusto Suttermans was conceived in 1678 by 
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Cosimo mı in this patrimonial and psychological context. Sut- 
termans, portraitist to the Medici for almost sixty years, had 
served Cosimo’s grandmother Archduchess Maria Magdalena 
von Habsburg, known in Italy as Maria Maddalena of Austria, 
from 1621 to 1631 and had worked for his father Ferdinando 
u from 1631 to 1670. The paintings exhibited in 1678 includ- 
ed portraits from all the phases of his career. Both deceased 
members of the Medici family, their courtiers and the young- 
est members of the family were portrayed. Thus, while pay- 
ing homage to his portraitist, Cosimo was also celebrating his 
own family. An exhibition in honor of Suttermans, who was 
Flemish, is also perfectly consistent with the grand duke’s 
tastes as a collector. Cosimo had in fact acquired a taste for 
Flemish and Dutch art during his travels through Northern 
Europe in 1667 and 1669. He had purchased many works for 
his collection both while traveling and afterwards with the 
help of agents and correspondents abroad. The exhibition in 
Suttermans’ honor also reveals Cosimo’s intention to contin- 
ue the patronage accorded him by his deceased uncle Leop- 
oldo, who had purchased and commissioned a great number 
of works painted by the portraitist. This desire to follow in 
Leopoldo’s footsteps as a patron of the arts is also evident 
in his determination to complete, once again with the help 
of Filippo Baldinucci, the collection of self-portraits which 
his uncle had begun. The same desire to present himself as 
the successor to his ancestors’ policies is apparent in an un- 
published portrait of Cosimo m1 de’ Medici (fig. 1) in Warsaw, 
which was painted by Volterrano in 1677, a year before the 
exhibition in Suttermans’ honor. In this portrait Cosimo is 
portrayed in grand ducal robes standing on the waterfront of 
Livorno, near the statue of his great-grandfather Ferdinando 
1 de’ Medici by Giovanni Bandini, which has four bronze 
Moorish slaves by Pietro Tacca on its’ base. Ferdinando’s 
head, which is facing left in Bandini’s statue, is turned in the 
opposite direction in the painting, directly towards his great- 
grandson. Cosimo, who signed an edict freeing much trade 
in Livorno from customs in 1676, had himself portrayed as 
a successor to the policies of Ferdinando, the port’s greatest 
benefactor. 

The exhibition in honor of Suttermans was certainly not an 
isolated episode of artistic patronage. It must be interpret- 
ed within the general context of many initiatives taken by 
Cosimo in this period. For example, in the same decade he 
founded an academy for young Tuscan sculptors in Palazzo 
Madama in Rome and began the restoration of the main cha- 
pel of Santa Maria Maddalena de’ Pazzi in Florence. In 1677 
the grand duke decided to bring the family’s collection of 
ancient Roman and Greek sculptures back to Florence from 
Villa Medici in Rome and, as a consequence, to complete the 
fresco decoration of the outer hallway of the Galleria degli 
Uffizi where he intended to place them.* 

Who was Giusto Suttermans, the painter honored by Cosi- 


1656, asf, Mediceo del Principato 5503, fol. 276, published by PIERACCINI 
1924-1925, n, 1925, pp. 530, 542, notes 4, 26. The portrait could also have 
been painted during Margherita’s visit to Florence in 1655, see PIERACCINI 
1924-1925, n, 1925, pp. 535, 543, note 44. 

” Diego Velazquez, Francesco 1 d’Este, Modena, Galleria Estense, inv. no. 
472, oil on canvas, cm 108 x 89.5, painted in 1638, see S. Salort Pons, in 
Velázquez 2001, pp. 204-205. 

°l Tn a letter written on 12 November 1649 in Modena, Tommaso Guidoni 
informed Medici secretary Giovanni Battista Gondi they were expecting three 
painters at court the following day “Guercino, Colonna e Giusto. Si discorrera 
di molto della pittura et della caccia, et così ce l’andremo passando.” (see ASF, 
Mediceo del Principato 1484, fol. 975, published by Crino 1955, p. 222). 

2 Pier Francesco Cittadini, who collaborated with Jean Boulanger for the 
Este palace frescoes starting in 1650, painted the flowers in Suttermans’ por- 
trait of Isabella d’ Este as Flora now in the collection of the Cassa di Rispar- 
mio di Prato (see L. Goldenberg Stoppato, in PAoLucci-Lap! BALLERINI 2004, 
pp. 93-96, no. 30. 

”3 Vittoria della Rovere (1622—1694), Poggio a Caiano (Florence), Medi- 
ci villa, inv. Poggio a Caiano, no. 131, oil on canvas, cm 205 x 145. 
Bavpinucc! 1681-1728, ed. 1845-1847, 1v, 1846, p. 504; WurzBacH 1906— 
1910, u, 1910, p. 676; Mostra del Ritratto 1911, p. 224, no. 22; BAUTIER 
1912b, pp. 27, 113, 128, pl. vu; BAutier 1912d, p. 6; BAUTER 1912e, p. 
155; HooGewerrF 1915, pp. 9, 11, pl. 7; Frizzont 1919, p. 7; PIERACCINI 
1924-1925, 11, 1925, pl. LXXX; fig. LXXXVI, BAUTIER 1926-1929, p. 317; 
Gama 1927, p. 92, pl. xiv; Göz 1928, pp. 23, 24, 35; Henpy 1931, p. 349; 
SINGER 1937-1938, v, 1938, p. 57, no. 37204; J. Lavalleye, in THIEME- 
BECKER 1907-1950, xxx, 1938, p. 324; Mostra Medicea 1939, p. 57, no. 
16; Bautier 1940, no. 1, p. 36, fig. 1; GAMULIN 1961, p. 26; GAMULIN 1964, 
p. 106; Rossi Nissim 1968, p. 128, fig.; LANGEDUK 1981-1987, u, 1983, pp. 
1484-1485, no. 110/22; S. Meloni Trkulja, in Sustermans 1983, p. 106, no. 
xLv; Damian 1990, p. 129, sub no. 74; M. Chiarini, in Gli Appartamenti 
Reali 1993, p. 152, fig. 3; S. Padovani, in Gli Appartamenti Reali 1993, p. 
pp. 216-217, no. 1, 2; L. Goldenberg Stoppato, in TURNER 1996, p. 42; M. 
Chiarini, in CHIARINI-PADovan! 2003, 1, p. 19, fig. 5. There is a half-length 
version of this portrait, which was originally octagonal, in Chambéry (Mu- 
sée des Beaux-Arts, inv. no. M980, oil on canvas, cm 81 x 65, reproduced 
by DamiAN 1990, p. 129, no. 74). 

% According to the 1688 inventory of Palazzo Pitti it was exhibited with 
six other full length Medici portraits (see asr, Guardaroba medicea 932, fol. 
53v). For the series see note 42. 

°’ The portrait of Vittoria della Rovere is mentioned in the first inventory 
of Leopoldo de’ Medici’s collection (Inventario di Leopoldo de’ Medici, 
n.d. [1663-1671?], Florence, Biblioteca Riccardiana, ms. Riccardi 2443, 
fols. 119-120) and is described in great detail in the one compiled in 1675, 
after he died (asr, Guardaroba medicea 826, fol. 80v, no. 419). A journal 
of the Guardaroba generale documents the painting’s entrance in the grand 
ducal collections on the 27 February 1677 modern style (Quaderno della 
Guardaroba generale 1674-1680, asr, Guardaroba medicea 799, fol. 196v, 
no. 419). Another journal mentions that it was entrusted to the keeper of 
Palazzo Pitti on 30 August 1680 (Quaderno della Guardaroba generale 
1679-1685, asF, Guardaroba medicea 870, fol. 67r). The portrait is listed 
not only in the 1688 inventory, but also in the one compiled between 1716 
and 1723 (Inventario di Palazzo Pitti, 1716-1723, Florence, Biblioteca de- 
gli Uffizi, ms. 79, fol. 6). 

% The bill mentions twenty-five scudi owed to Suttermans for a full-length 
portrait of the grand duchess painted from life: “A di 3 di settembre 1636, 
la Serenissima Granduchessa deve dare a me Giusto Suttermano scudi ven- 
tecinque quali sono per la valuta di un ritratto intero in tela halta tutta sua 
haltezza, ritratto al naturale della Serenissima sopradetta [. . .]” (see Conti di 
Vittoria della Rovere, 1632-1638, asr, Guardaroba medicea 955, fol. 752, 
cited by LANGEDIJK 1981—1987, 1, 1983, pp. 1484-1485, no. 110/22). 

°7 Letter from Leopoldo de’ Medici to Mattias de’ Medici, Poggio a Caiano, 
8 May 1655, asr, Mediceo del Principato 5393, fol. 587, cited by PIERACCINI 
1924-1925, u, 1925, p. 502, note 67. 

°8 Bill from Giusto Suttermans, asr, Guardaroba medicea 768, fol. 518 

9 See Quaderno della Guardaroba Generale 1666—1674, 1, AsF, Guardaroba 
medicea 750, fol. 198r; Inventario della Guardaroba generale 1666-1680, 
AsF, Guardaroba medicea 741, fols. 472s. 

' See Quaderno della Guardaroba generale 1674-1680, asr, Guardaroba 
medicea 799, fol. 276v, which is transcribed in the essay. 

101 A letter from Cosimo m de’ Medici to Pio Enea degli Obizzi written on 
29 May 1668 mentions the painter’s severe eye ailment, “grave pregiudizio 
nelli occhi” (see asf, Mediceo del Principato 3939, unpaginated, called to my 
attention by Silvia Papucci). 
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12 Francesco Maria de’ Medici, Parma, Galleria Nazionale, inv. no. 1021, 
oil on canvas, cm 191 x 131. See Picorini 1887, p. 51, no. 1021; Ricci 1896, 
p. 207, no. 1021; Bautier 1912b, pp. 84-85, 129, pl. xxv; BauTier 1926— 
1929, p. 319; Gampa 1927, pp. 89, 97; Göz 1928, pp. 40-41; J. Lavalleye in 
THIEME—BECKER 1907-1950, vol. xxxn, 1938, p. 324; QUINTAVALLE 1939, pp. 
216-217; QuINTAVALLE 1948, p. 138, no. 261; LaNGEDUK 1981-1987, n, 1983, 
p. 936, no. 45/23; L. Goldenberg Stoppato, in I Seicento fiorentino 1986, 
Biografie, p. 169; DE MAERE—WasBEs 1994, 1, p. 381; M. Pietrogiovanna, in 
LiMENTANI Virbis 1997, p. 297, fig. 27; M. Giusto, in FORNARI SCHIANCHI 1999, 
pp. 15-16, no. 447. The sitter was formerly identified as don Pedro Porto Car- 
rero of the Latera branch of the Farnese family, who died quite old in 1662. 
The identification is not compatible with the cut of the clothing in the portrait, 
which dates it to the 1670’s. The painting is in fact mentioned as a portrait of 
Francesco Maria in the inventory, compiled in 1693, of the possessions of his 
cousin Maria Maddalena Farnese, a daughter of Margherita de’ Medici (see 
the transcription in Bertini 1987, p. 279). 

103 See the letter from Andrea Salvetti, Medici ambassador to England, to 
Medici secretary Andrea Cioli, London, 12 February 1637 [ab Incarnatio- 
ne=1638 modern style], see asF, Mediceo del Principato 4199, unpaginated, 
published by Crino 1961, p. 187. 

104 See the unpublished letter from Andrea Salvetti, Medici ambassador in 
England, to Medici secretary Andrea Cioli, from London, 15 July 1639, sr, 
Mediceo del Principato 4200, unpaginated. Thanks to this letter we know that 
the portraits of Ferdinando 1 and Vittoria della Rovere sent to England in 1639 
were half-length portraits and to Salvetti’s great dismay, they were presented 
to the King by Henry Meilmey. Salvetti had requested a full-length portrait 
with both figures on the same canvas, “interi a capo a pié, et ambi due in un 
medesimo quadro”, and insisted that the Medici should still send him the type 
of portrait that he had originally requested, so that he could present it to the 
king. He also requested another portrait for his own home. He repeated his 
request in vain in many other letters (see CRINO 1961, pp. 189-190), but as of 
the 28 February 1642 modern style, it had not been fulfilled (see the letter from 
Amerigo Salvetti to Medici secretary Giovan Battista Gondi, asr, Mediceo del 
Principato 4201, unpaginated). Crind suggested that the portrait requested by 
Salvetti might be the double portrait of Ferdinando 1 de’ Medici and Vittoria 
della Rovere in the National Gallery of London (inv. no. 89, oil on canvas, cm 
161 x 147, LANGEDuK 1981-1987, n, 1983, pp. 787-788, no. 38/39, fig. 38/39). 
The National Gallery painting cannot possibly be Salvetti’s portrait, since hith- 
erto unpublished documentation dates it to 1666. 

105 Letter from Matteo Botti to Christine of Lorraine, Paris, 6 July 1611, ASF, 
Mediceo del Principato 4871, unpaginated, published by Ross! 1889, p. 406. 
In the letter Botti refers to portraits of Louis xm and Elisabeth de Bourbon, 
which he sent to Grand Duchess Christine (Florence, Palazzo Pitti, inv. 1890, 
nos. 2405 and 2399, oil on canvas, cm 185 x 100, see L. Goldenberg Stop- 
pato, in J gioielli dei Medici 2003, pp. 126-127, no. 62). 

1% Prezzi Accordati con il signor Giusto Suttermano pittore per i Lavori 
che occorreranno farsi, 27 August 1654, asr, Guardaroba medicea 669bis, 
fol. 727. 

'07 Letter from Averardo Ximenes to Carlo de’ Medici, 6 October 1658, ASF, 
Mediceo del Principato 5242, fol. 241, cited by Preraccini 1924-1925, 1, 
1925, pp. 405, 409, note 181 and called to my attention by Elena Fumagalli. 
See the transcription under cat. no. 1. 

108 Inventario della Guardaroba medicea, 1618-1624, asr, Guardaroba medi- 
cea 373, fols. 323s, 344d, quoted by LANGEDUK 1981-1987, vol. 11, 1983, p. 
774, no. 38/21. 

10 For Jan Suttermans, see BALDiNuccI 1681—1728, ed. 1845-1847, vol. 1v, 
1846, p. 476. 

10 BALDNUCCI 1681-1728, ed. 1845-1847, vol. 1v, 1846, p. 476. The docu- 
ments are transcribed in cat. no. 21. 

11 See Entrata e Uscita H dell’ Accademia, 1641—1650, asr, Accademia del 
Disegno 106, fol. 24r. 

112 Conti di Vittoria della Rovere, 1632—1638, asF, Guardaroba medicea 955, 
fol. 1048, no. 447. 

"3 Tn a letter published by Adolfo Venturi (1882, p. 249, doc. 1) Jan van 
Ghelder not only mentions copies he made of portraits by “signor Giusto”, 
but also claims that he painted the clothing in several portraits by his uncle. 
For further information on Van Ghelder, see Ricut 1979, pp. 141-158. 

114 See Borront SALVADORI 1974, pp. 1-58; Borroni SALvADorI 1975, pp. 
393-402; MELONI TRKULJA 1976, pp. 579-585. 

15 See HASKELL 2000, pp. 8-12. 

116 See HasKELL 2001, pp. 49, 52. 

17 See Kocu 1967, pp. 215-216. 

18 See HASKELL 2001, pp. 20-21. 
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1 Cosimo im de’ Medici (1642-1723) as grand prince 


1658 
oil on canvas, cm 72 x 58 
Florence, Galleria Palatina, inv. 1890, no. 2875 


The sitter in this portrait, unidentified in Pieraccini’s catalogue of 
the Galleria degli Uffizi (see the 1910 edition), was recognized 
for the first time in 1912 by Pierre Bautier in his monograph on 
Suttermans. Bautier suggested that this portrait of Cosimo was 
painted towards the end of the 1660’s, around the time of his trips 
in Northern Italy and in Northern Europe (1667-1669) and it is 
generally dated to the same decade even in more recent studies. 
Documents published by the present author in 2004 prove that the 
portrait was actually painted in 1658. 
Every detail of this painting matches the description of a por- 
trait of Grand Prince Cosimo painted by Monsù Giusto in 1658 
and cited in a long list of unpaid works commissioned by Grand 
Duchess Vittoria della Rovere (Copia di partite insolute del conto 
di Giusto Suttermans con Vittoria della Rovere, 1671, in Conti 
della Guardaroba generale, 1669-1671, AsF, Guardaroba medicea 
785ter, insert 6, bill no. 335, fols. 525,528). According to the bill, 
on 30 September 1658 Suttermans delivered a half-length portrait 
of the grand prince to ‘Her Most Serene Highness’, which was 
then sent to France. In the portrait Cosimo was holding his hat in 
one hand and playing with the red and white feathers on it with 
his other hand: 
E più a di 30 settembre 1658, fatto e consegnato a Sua Altezza Se- 
renissima in propria mano, un ritratto del Serenissimo Gran Principe 
da mezzo in su, vestito con le mani, che una tiene il cappello e l’altra 
scherzando tra le penne del cappello, di color di fuoco e bianche, e fu 
mandato in Francia, consegnato per mano, al signore cavaliere Cerchi 
-- scudi 25 
The painting on exhibit can be identified with a second version 
of the same portrait, which was painted by Suttermans in the fall 
of 1658 for Cardinal Carlo de’ Medici (1596-1666). This version 
of the portrait is mentioned in two letters sent to the cardinal by 
Averardo Ximenes in October of the same year and published by 
Gaetano Pieraccini in 1925. In the first letter, sent on 6 October, 
Ximenes informs the cardinal that Giusto Suttermans asked for 10 
“doble” as payment for a portrait of Grand Prince Cosimo. When 
Ximenes objected that he had only asked for 7 “doble” for the 
portrait of Lorenzo de’ Medici already painted for the cardinal, the 
painter pointed out the difference between a copy like the portrait 
of don Lorenzo and an original work: 
Giusto pittore hieri fu a trovarmi, domandando se Vostra Altezza Re- 
verendissima haveva dato ordine alcuno per la sua sodisfatione del 
ritratto del serenissimo Gran Principe. Io non potei dirli cosa alcuna, 
né trovai ordine per il suo intento in Guardaroba; o al signor Poltri. 
Mi stimol6 di passarne uffizio con Vostra Altezza, a cui se ho da rap- 
presentare il prezzo che ne chiese dirò, che fu di doble dieci. Et, per 
suggerire quello che fu pagato il ritratto del serenissimo signor princi- 
pe don Lorenzo di gloriosa memoria, dirò all’ Altezza Vostra che fur- 
no doble sette, ma il medesimo Giusto replica che questo fosse copia 
d’originale et esser quello del serenissimo Gran Principe, di prima 
fatica. Si compiaccia Vostra Altezza d’ordinare il suo intento. [. . .] 
In the second letter, sent on 11 October 1658, Ximenes promised 
to find out the price paid by Grand Duchess Vittoria for her por- 
trait of the grand prince, thus establishing a clear link between the 
two versions of the painting: 
Obedirassi al comandamento di Vostra Altezza Reverendissima in 
sapere il prezzo del ritratto di mano di Giusto del serenissimo Princi- 
pe fatto per la serenissima Gran Duchessa Padrona, per sodisfarlo di 
quello che ha havuto Vostra Altezza. [. . .] 


26 


We know that the price paid to the painter was twenty scudi, since 
a payment for this amount to “Giusto Sutterman” was registered 
on 12 November 1658 in a book of Carlo de’ Medici’s debtors and 
creditors (called to my attention by Elena Fumagalli). The portrait 
is listed in the inventory of Cardinal Carlo’s collection compiled 
in 1667, as a part of a set of seven Medici portraits: 

Sette Quadri in tela a olio alti braccia 1 4, larghi 1 4, entrovi in 

ciascheduno un ritratto, cioè Gran Duca [Ferdinando 1], Gran Prin- 

cipe [Cosimo], don Lorenzo, Giovan Carlo, Mattias, Leopoldo e 


don Francesco, tutti con adornamenti d’albero liscio e tutto dorato 
n:° 7, scudi 140.-.- 


The set of paintings, including this portrait, was left by Cardinal 
Carlo with the rest of his possessions to his grand-nephew Cosi- 
mo. The entire collection was ceded by Cosimo for an equivalent 
amount of money to the Guardaroba and on 30 June 1667 the 
portraits were registered in the books of the Guardaroba generale. 
The portrait of Grand Prince Cosimo was later sent to the Medici 
Villa di Pratolino where, as Karla Langedijk pointed out in 1981, 
it is mentioned by the 1748 inventory. The inventory describes a 
portrait of Cosimo as grand prince wearing a doublet with split 
sleeves and holding a hat with red feathers on it: 
Un quadro in tela alto braccia 1 4, largo soldi 19, dipintovi mezza 
figura ritratto del gran duca Cosimo quando era principe in abito alla 
spagnola, con maniche aperte e collare di trina, tiene sotto il braccio 
sinistro il cappello con penne scarnatine, e adornamento di tutto inta- 
glio straforato e tutto dorato - n. 1 
By 1761 the portrait had been brought back to Florence and placed 
on the second floor of Palazzo Pitti. It is described in great detail 
by the inventory of the palace compiled that same year with three 
other portraits of the same format: 
Quattro Detti simili alti braccia 1 soldi 6, larghi braccia 1 soldi 2 per 
ciascheduno dipintovi mezze figure in uno [. . .], e nell’altro il Gran 
Duca Cosimo Terzo da giovane vestito alla spagnola, con collare di 
trine, maniche aperte, e capello in mano con penne bianche, e rosse 
con adornamenti intagliati, straforati, e tutti dorati segnati n.° 948. 


According to Marco Chiarini, the portrait of Grand Prince Cosi- 
mo was sent to the Galleria degli Uffizi in 1826 and was later sent 
back to Palazzo Pitti where it was exhibited in the Appartamenti 
reali. In 1928 it was transferred to the Galleria Palatina where it 
still can be seen today. 
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15 Valdemar Kristian (1622-1656), prince of Denmark 
{currently on loan to exhibition Specchio del Tempo] 

1638 

Florence, Palazzo Pitti, Galleria Palatina, inv. 1912, no 190 
oil on canvas, cm 71 x 53 


One of the paintings that were sent to the keeper of Palazzo Pitti 
on 28 February 1678 [modern style] expressly for the Suttermans 
room was a portrait of a prince of Denmark. According to the 
1688 inventory of the palace, he was wearing a breastplate with a 
white and turquoise sash across it: 
Un quadro simile senza ornamento alto braccia | 14, largo braccia 1, 
dipintovi il ritratto del figlio del Re Danimarcha armato con ciarpa 
turchina e biancha di mano del suddetto 144 
The portrait, cited simply as “1 Danimarca”, also appears in the 
census of Suttermans’ works compiled by Filippo Baldinucci 
while he was planning the exhibition in 1678, among the “Ritratti 
in mano al Bernardi’, portraits held by keeper Bernardi. When 
the next inventory of Palazzo Pitti was compiled in 1688, the por- 
trait had already been moved to another room on the same floor, 
the ninth and last chamber of the same apartment, which had a 
window overlooking the small courtyard and a door leading to 
the library. The portrait of the prince of Denmark is also men- 
tioned by the 1716-1723 inventory of the palace. It was hanging 
in a room known as the “camera della Scarabattola d’oro” in the 
apartment of Grand Prince Ferdinando, along with twelve other 
portraits by the same painter. It thus is probably one of the thirteen 
“[. . .] Ritratti di Principi, Principesse, et altri suggetti”, Portraits 
of Princes, Princesses and other sitters, painted by Giusto Sut- 
termans, which are listed together in the ninth room of the same 
apartment in the 1761 inventory of Palazzo Pitti. 
Francis Beckett identified the prince in 1895 as Valdemar Kristian, 
a son of King Kristian 1v of Denmark (1622-1656). Danish chroni- 
cles of the period indicate that young Prince Valdemar Kristian left 
Denmark in 1637 for a long trip across Europe and stayed in Paris 
for eight months before he traveled to Italy and visited Florence. 
His arrival in the Tuscan capital is mentioned in Cesare Tinghi’s 
third diary of the Medici court. According to Tinghi, the third son 
of the King of Denmark arrived in Florence in June 1638, accompa- 
nied by a brother-in-law, and stayed for the entire summer. Tinghi 
specifies that he was hosted by the court in the home of Giovan 
Carlo de’ Medici in Via della Scala (see TincH! 1623—1644, ASF, 
Miscellanea medicea 11, fol. 361v): 
Del mese di giugno 1638 arrivò in Firenze il figliuolo terzogenito del 
Re di Danimarca in compagnia d’un suo cognato e doppo essere stato 
alcuni pochi giorni incognito alla camera locanda, [. . .] si concertd 
con il messo di detto Albmair, che [. . .] fussi alloggiato e spesato in- 
cognitamente nella casa della via della Scala [. . .] e continuò di stare 
a Firenze tutta questa state [. . .]. 
Suttermans probably painted the portrait during Valdemar Kris- 
tian’s visit to Florence. It is in fact a splendid example of the 
painter’s style towards the end of the 1630’s. Suttermans’ brush- 
work and palette of this period seem to have been influenced by 
the arrival in 1638 of Pieter Paul Rubens’ large painting depicting 
The Consequences of War and by the simultaneous presence in 
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the city of Pietro da Cortona, who was painting frescoes on the 
first floor of Palazzo Pitti for Ferdinando 1 de’ Medici. 
The portrait of Valdemar Kristian is mentioned on 17 September 
1640 by an inventory of the grand duke’s Guardaroba: 
Un quadro in tela entrovi dipinto il figliuolo del Re d’Animarca con 
banda bianca e turchina, alto braccia 1, largo braccia %4 incirca, senza 
ornamento 


According to a list of consignments made by the Guardaroba, this 
portrait was loaned to Suttermans to be copied only a few days 
later, on 25 September 1640, “a Giusto pittore, datoli per copi- 
are”, and was returned on 25 January 1641 [ab Incarnatione=1642 
modern style]. 

Copies of Valdemar Kristian’s portrait can be found in the army 
headquarters at Santa Maria a Candeli outside Florence (on loan 
from the Gallerie fiorentine), in Frederiksborg near Hilleröd and 
in Schloss Hinterglauchau in Glauchau. Another copy belonged to 
a private collection in Alexandria in Egypt in 1993. 
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